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Notes de lecture - Dossier « Écoutes »
« Fandom » issue (2013), Popular Music and Society, vol. 36, n° 3, Londres, Taylor & 
Francis. 
Most, if not all students and scholars of popular 
music are also fans. For Cornel Sandvoss (2005), 
the term “fandom” stands for “the regular, emo-
tionally involved consumption of a given popular 
narrative or text in the form of books, television 
shows, films or music, as well as popular texts in 
a broader sense such as sports teams and popu-
lar icons and stars ranging from athletes and mu-
sicians to actors.” Throughout this wide-ranging 
special edition of Popular Music and Society, this 
definition of fans and their constituted worlds is 
enhanced, explored, extended and applied as a 
scholarly framework by the seven featured  authors.
Initial critiques of mass culture presented a very 
specific view of dedicated music fans. From the 
20th  century treatises of Theodor Adorno (2001 
[1938]) and the Frankfurt School to Paul John-
son’s New Statesman polemic (1964 [2006]), con-
sumers of commodity culture were represented 
as passive, alienated consumers fascinated by 
simplistic cultural forms. A more complex assess-
ment of fans as politically autonomous individuals 
began to develop from the end of the 1960s in 
the post-Sergeant Pepper era, as popular music 
became regarded less as a commodity and more 
as a legitimate art form (Cloonan, 2005).
Mediatised music has evolved over the last three 
decades through promotional video, dedicated 
television channels and digital distribution meth-
ods. Allied to this, the consequent expansion in 
fan-bases beyond previous cultural and genera-
tional boundaries has encouraged a series of par-
allel scholarly investigations and re-evaluations of 
the cohesion and concerns of fan communities. 
Drawing on John Fiske’s notions of the “active 
audience,” Henry Jenkins (1992) presented fans 
as active in the creation of meaning beyond orig-
inating texts. In addition, Jenkins’ scholarly work 
concerning how and why people become fans 
and their subsequent trajectories through a wider 
socio-political communities foreshadowed a de-
veloping view of fans as fully-aware, communal 
and creative. Contributors to Linda Lewis’ influen-
tial collection The Adoring Audience (1992) also 
advanced perceptions of transgressive and cultur-
ally discriminating cultural agents.
More recently, popular music fandom has been re-
searched from feminist and cognitive psychologi-
cal perspectives, but has perhaps lacked focus on 
specific fan practices in the pursuit of perpetuat-
ing their communities. Whilst there is enlightening 
work on the fandoms of specific rock musicians 
(Cavicchi 1998; Doss, 1999) and considered con-
tribution to debates on televisual media fandom 
(Hills, 2002) there is arguably space for further 
specific research and dedicated investigation in 
the field of popular music “fan studies.”
In his introduction to this journal, “Directions in 
Music Fan Research: Undiscovered Territories and 
Hard Problems,” Mark Duffett highlights several 
of the ongoing issues within fandom research. 
Contrasting the image of “insanity and immatu-
rity,” attached to many fandoms with the reality 
that fans are “active, communal, intelligent and 
politicized,” Duffett exposes the argument that 
“when we study fandom, we study an exoticized 
other who is also us.” From this point, topics of 
assumed and conferred identity, inter-personal 
and parasocial relationships and the changing 
nature of cultural capital in a time of digital com-
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munications technology are cleverly and cleanly 
interrogated, problematized and discussed.
Peter Smith & Ian Inglis’ – “A Long Strange Trip: 
The Continuing World of European Deadheads” 
examines the development and constitution of 
the geographically dispersed European rock fan-
dom for American rock band The Grateful Dead. 
The authors’ rigorous and concise method offers 
insights not only into the fandom’s use of tech-
nology to cohere and perpetuate itself, but also 
offers a well-drawn illustration of the fandom 
life-cycle from “discovery of the fan object,” to 
adapting attitudes through maturity, and finally 
posthumous considerations.
Rebecca Williams’ “‘Anyone who Calls Muse a 
Twilight Band will be Shot on Sight’: Music, Dis-
tinction, and the ‘Interloping Fan’ in the Twilight 
Franchise,” explores issues of intertextuality and 
inter-fandom movement. The author’s thoughtful 
application of theories of distinction highlights 
the critical function of age, gender and knowl-
edge hierarchies in policing the boundaries of 
hitherto unrelated fan communities as they inter-
act and coalesce online.
Lady Gaga is the focus of two submissions to the 
journal. Craig Jennex’s thorough and considered 
“Diva Worship and the Sonic Search for Queer Uto-
pia,” addresses the historiographical continuum 
of homosexual diva-fandom and its performative 
connotations in modern identity formation, whilst 
Melissa A. Click, Hyunji Lee & Holly Willson Holl-
aday investigate the empowering nature of Lady 
Gaga’s online fandom – specifically, her interaction 
with her “little monsters,” through micro-blogging 
site Twitter. “Making Monsters: Lady Gaga, Fan 
Identification, and Social Media’ also asserts the 
importance of imaginary social relationships in the 
creation and maintenance of fan communities.
Siv B. Lie’s “‘His Soul Was Wandering and Holy’: 
Employing and Contesting Religious Terminology 
in Django Fandom,” assesses fans-as-fanatics, and 
reflects pragmatically on the pejorative portrayal 
of gypsy-jazz fans as a social group presented in 
the 2005 documentary film Djagomania! Finally, B. 
Lee Cooper’s Forum Essay: “My Music, Not Yours: 
Ravings of a Rock-and-Roll Fanatic,” moves be-
yond the surface of its impassioned and provoc-
ative polemic against a certain baby-boomer can-
onization of rock’s back catalogue and valorization 
of the “always anointed Bob Dylan, the Beatles, 
and the Rolling Stones,” at the expense of their 
African-American rock and roll forebears. Through 
the example of US novelty and nonsense songs, 
Cooper highlights issues concerning musicolog-
ical ontology, perceived cultural worth and the 
dangers of a short-sighted, exclusive or revisionist 
view of the rich panoply of popular music history.
Each of the writers here does well to step out of 
the long shadow of Adornian notions of popular 
music fans, raising and addressing polysemic ques-
tions of identity, consumption and community. The 
seven pieces consistently cite the work of fandom 
scholars Matt Hills, Carl Sandvoss and Daniel Cav-
icchi, offering readers a well-informed overview of 
their central ideas and providing a bridge into the 
major texts in the research field. This special edi-
tion of Popular Music and Society recognises an 
emerging area of study in a hyper-mediatised and 
remediating age. In a cultural environment where 
digital access and perceived intimacy are promi-
nent in the constitution of artists by their fans, this 
collection of essays summarises current thinking 
and research and offers many stimulating, well-ar-
gued and clearly-drawn perspectives for future 
scholarship.
Tom ATTAH











Notes de lecture - Dossier « Écoutes »
« Voir la musique » (2009), Terrain, n° 53, Paris, Ministère de la Culture / MSH.
C’est à une injonction paradoxale qu’invite le 
numéro 53 de la revue Terrain : comment voir ce 
qui, par définition, ne s’offre qu’à l’ouïe, à consi-
dérer que la musique est bien «  l’art de combi-
ner les sons d’une manière agréable à l’oreille » 
(Rousseau). À moins de faire jouer la correspon-
dance des arts chère à Étienne Souriau (1947), de 
prendre acte que le musical résonne aussi visuel-
lement, et que les images, aussi bien, possèdent 
une sonorité (Nelson Goodman). Le point de vue 
adopté dans ce numéro consiste à interroger « ce 
que donne à voir la musique », mais aussi « ce 
que l’œil donne à entendre » (Madeleine Leclair, 
4). Résolument transdisciplinaire, l’ancrage mé-
thodologique se trouve à la croisée des sciences 
humaines, des sciences physiques et de la créa-
tion artistique.
Philippe Junod montre combien est tardive l’ap-
parition de l’auditeur – pourtant condition de 
possibilité de la musique en tant que pratique 
sociale – dans la représentation picturale, large-
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